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The	first	position	is	formulated	well	by	Dorothea	Deitrich	in	her	The Collages of  Kurt Schwitters,	the	second	by	

















































































































































































	 The	third,	the	Merzsäule,	or	Merz-column	of 	1923,	is	essentially	the	foundation	of 	the	Merzbau,	and	






















of 	the	fragmented	dross	of 	material	society	within	the	work	of 	art,	in	these	first	and,	essentially,	originary	
sculptures	leading	to	the	Merzbau,	repeats	itself 	in	the	larger	whole	by	both	synecdoche–the	second	and	
third	are	subsumed	and	can	thus	stand	as	miniatures–and	by	continued	practice,	as	the	use	of 	found	objects	









personal	exploration	of 	sculpture	and	architecture.	What	he	eventually	called	the	Kathedrale des erotischen 
Elends,	or	Cathedral	of 	Erotic	Misery,	began	as	a	very	private,	personal	attempt	to	work	through	his	relation	
to	eroticism,	to	his	friends,	and	to	the	world,	and	remained	a	secretive	and	poorly	known	piece	until	1931–












of 	devising	a	way	of 	hammering	in	nails	in	the	middle	of 	the	night.	














































Hausmann	consisting	of 	a	reproduction	of 	the	Mona	Lisa	with	the	pasted-on	face	of 	Raoul	Haus-
mann	covering	over	the	3-legged	lady	made	by	Hannah	Höch;	and	the	great	Grotto	of 	Love.


























































































































































































































































































“The	work	of 	art	.	.	.	“	241).	The	aura	of 	the	unique	work	of 	art	culminates	in	the	person	of 	Hitler,	who	
stands	at	an	unapproachable	distance	demanding,	by	force	of 	his	authority,	the	conflation	of 	uniqueness	
with	unimpeachable	power.	In	response,	Benjamin	appropriates	photography	and	film	as	the	weapons	by	




an	experience	of 	art	as	an	experience	of 	equality,	ultimately	what	should	develop	is	a	“’sense	of 	the	univer-
sal	equality	of 	things’”,	one,	moreover,	“which	has	increased	to	such	a	degree	that	it	extracts	it	even	from	a	
unique	object	by	means	of 	reproduction”	(223).	The	denial	of 	uniqueness	afforded	by	reproduction	is	cor-
related	to	a	denial	of 	the	inherent	oppression	of 	the	“Fuhrer	cult”	and	its	necessary	creation	of 	hierarchical	
power	structures,	as	much	to	say,	that	the	perception	of 	the	equality	of 	things	finds	expression	in	the	devel-























































































	 Adorno,	in	his	Aesthetic Theory	published	posthumously	in	1970,	takes	these	lines	of 	thinking	on	the	
autonomy	of 	art	to	an	extreme	by	effectively	questioning	the	validity	of 	art’s	right	to	exist.	He	dismisses	the	


















ing	of 	utopia,	if 	only	through	the	extension	of 	art’s	principal	essence,	that	is,	of 	showing	the	non-existent	as	
possible	and	thereby	becoming	“qualitatively	transformed	epiphanies”	(80).	





























Yet	however	deep	the	compulsion	may	lie	that	art	divest	itself 	of 	every	trace	of 	being	a	show	.	.	.	art	
no	longer	exists	when	that	element	has	been	totally	eradicated	and	yet	it	is	unable	to	provide	any	
protected	arena	for	that	element;				.	.	.	Whether	the	spiritualization	of 	art	is	capable	of 	this	will	de-
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